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Surely it was an act of hubris to think that I could write a book and plan an exhibition on a topic with a worldwide focus! But beginning in 2011, I did just that, knowing full well that this was going to be a major challenge (Figure 1 ).
One of the great joys at the start of this project was the opportunity to venture into the collections storage areas of the Museum of International Folk Art (MOIFA) in Santa Fe, New Mexico. Initially I searched through every corner, shelf, and drawer of the multiple collections rooms holding over 150,000 objects, looking for every example of beadwork that I could find. The museum curators generously offered up suggestions based on pieces they knew about in the museum's collections, or that they had run across in their own various researches. One curator told me about an 1890s Lakota beaded violin case she knew of in a San Francisco private collection of objects with US flags emblazoned on them.
I had already settled on focusing on beadwork, even though everyone kept calling it Marsha's "bead" project! Others before me have written extensively and authoritatively about the origins and types of individual beads, but my interest was in worked beads, and how the resulting finished products reveal coded cultural information about the makers and users. I wasn't completely "wet behind the ears." I do have a background in Plains Indian art, most particularly Lakota women's arts of quillwork and beadwork. I began study in this area with my dissertation on Lakota gender and art (Bol 1989 , see also Bol 1985 , 1999 . Ever since then, I have been periodically picking up the pieces of this project as various work positions When I traveled to the American Folklore Society's 2013 annual meeting in Providence, Rhode Island, I stopped off in Corning, New York, to see an exhibit, Life on a String, at the Corning Museum of Glass and later borrowed their excellent video to show in our own exhibition at MOIFA. There I saw a remarkable Chinese court necklace. Thinking that it must be incredibly rare, when I went back home, I found three such necklaces in MOIFA's own collection. While attending the American Alliance of Museum's 2014 annual meeting in Seattle, Washington, I visited a collector with an extraordinary collection of Borneo beadwork. He generously loaned pieces from his collection to be photographed for the book and for the exhibition. Again, while on my way to Yellowstone National Park I stopped by a gallery in Jackson, Wyoming, to introduce myself and inquire about a special Plains Indian beadwork private collection.
One intentional trip was to visit the African holdings at the Field Museum in Chicago, which is known for its outstanding collections. These were dizzying, so I shot record photos to take back for study in Santa Fe. Ultimately, we borrowed several remarkable African kingship objects from the Field.
An international opportunity that presents itself every year outside the front door of the MOIFA is the Santa Fe International Folk Art Market (IFAM), featuring some one hundred and fifty traditional master artists from sixty or so countries during the second weekend in July. Through the IFAM, I have had the chance to get to know beadworkers from South Africa, Ghana, South Sudan, Kenya, Mexico, Ecuador, Taiwan, and Haiti-all continuing the traditional, and some not-so-traditional, beaded arts. Some of these artists and their work are presented in the Artist Profiles within the exhibit, which were intended to remind visitors that beadwork is still very much a living art form.
With so much material to work with, and to select from, after shooting over one thousand photographs of objects every Friday morning for several years in the MOIFA photo lab, next came the question of how to organize and interpret the material (Figures 2, 12 , 15, 18, 21, 24, 26-27) . The most obvious organizational frame would probably have been by geographic location, but somehow that didn't allow for following threads of similar (or contrasting) practices worldwide. So instead I proposed to organize both the book and the exhibit thematically. The objects themselves fell into natural themes according to how they were, and are, used. These themes, such as life stages, gender, leadership and status, spiritual life, and beyond the village, revealed many parallel uses among the various beadworking societies, thus allowing the opportunity to compare the myriad of creative ways in which humankind works their beads.
One danger I feared was that by mixing objects from various cultures together, each thematic area, lacking visual cohesion, might look like a mixed-up "stew" concocted with objects from different places all jumbled together. I struggled with this concern until I finally arrived at a plan to anchor each thematic section with one or, at most, two case studies. Thus, each of the ten sections focuses on the beadwork of a particular cultural tradition as a case study. Then surrounding this case study are examples of similar usage, such as hats and crowns that identify the marital status of its wearer from a myriad of other traditions. The case studies are the heart of the exhibition (Figures 1, 3 -11, 13-14, 16-17, 19-20, 22-23, 25) . 
